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INTRODUCTION 
 
 
On a winter’s night in that first year he woke to hear wolves in the low hills 
to the west of the house and he knew that they would be coming out onto the 
plain in the new snow to run the antelope in the moonlight. He pulled his 
breeches off the footboard of the bed and got his shirt and his blanketlined 
duckingcoat and got his boots from under the bed and went out to the 
kitchen and dressed in the dark by the faint warmth of the stove and held the 
boots to the windowlight to pair them left and right and pulled them on and 
rose and went to the kitchen door and stepped out and closed the door 
behind him. (McCarthy 1) 
 
On the first page of his novel ​The Crossing (1994), ​Cormac McCarthy uses written 
language to instantly paint us a beautifully detailed image of a single moment in time of a 
young cowboy’s life in 1940s New Mexico. I immediately gain a sense of deep history and 
time within a very wild place that holds an uncertain future for the boy. It’s the middle of a 
cold winter night in the mountains, it’s snowing, and there are wolves hunting right outside 
of the house. Instead of staying with his brother and parents in the warmth and safety of 
the house, he chooses to leave them fast asleep and ventures out into the wild, alone. I feel 
tense and uneasy, yet simultaneously anxious to learn about this place, the boy, the wolves, 
and what lies beyond the hills. My imagination is transported to this place and time. I 
follow him out the door. 
1 
I’m sitting in front of my campfire near August Lake on the Superior National Forest 
in northeastern Minnesota, a few hundred yards from the edge of the Boundary Waters 
Canoe Area Wilderness (BWCA). If I were to pull a burning stick out of the fire and throw it 
into August Creek just beyond my campsite, it would sizzle and flow north into Bald Eagle 
Lake less than a mile away. From there, it would gradually make its way northwest through 
the chain of many lakes and connecting streams in the area until it ended up in Rainy Lake, 
just to the east of International Falls, Minnesota, and Fort Frances, Ontario. My stick will 
enter the Rainy River from the western edge of the lake, which forms about an 85 mile 
portion of the border between the United States and Canada. After that distance, it will start 
its journey through Lake of The Woods, the sixth largest lake in the United States, only 
behind the five Great Lakes. It will pass by the Northwest Angle, the northernmost point in 
the lower 48 States and the only area to be mapped above the 49th parallel outside of 
Alaska. The only way to reach the Northwest Angle of Minnesota is to cross the lake by boat 
or drive through Canada. This anomaly is the result of a map maker’s error that dates back 
to the 18th century and the Treaty of Paris, where the source of the Mississippi River was 
thought to be Lake of The Woods. It wasn’t until 1832 that Lake Itasca was recognized as 
the primary source of the river, 160 miles to the south. The stick will drain out of the lake 
through the Winnipeg River and travel northwest towards Winnipeg Lake. During this leg, 
my stick would pass by the largest city on its journey, Winnipeg, Manitoba, with a 
population of approximately 700,000. Winnipeg Lake will dump my stick into the Nelson 
River and traverse 400 miles through remote northern Manitoba, passing by a handful of 
native populations of wildlife including polar bears, piping plover, caribou, eagles, arctic 
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fox, and muskox before finally reaching the saltwater of Hudson Bay. Ultimately, my stick 
will reach the Arctic Ocean.  
If I were only about 15 miles to the southeast, my stick would simply be consumed 
by the drainage flowing towards Lake Superior and the Great Lakes Basin. The Great Lakes 
drain in an easterly direction before entering the Atlantic Ocean at the Gulf of Saint 
Lawrence in Eastern Canada. In this case, my stick would have only traveled about 30 miles 
to Lake Superior, instead it went on a more than 1,200 mile journey to the mouth of 
Hudson Bay. This watershed divide, called the Laurentian Divide, follows the height of land 
about 15 miles inland from Lake Superior, almost exactly between me and the lake.  
About 80 miles to the West-Southwest of my location (near Hibbing, Minnesota) is 
The Hill of Three Waters, where the Laurentian Divide meets the Saint Lawrence Divide. If I 
were to stand on that point, face south, and throw my stick into the nearest body of water, 
it would enter the Mississippi River watershed and find its way to the Gulf of Mexico. One of 
only five triple divides in the United States, the Chippewa Indians called it “The Top of The 
World” and frequently held their council meetings there for tribes living within a 100-mile 
radius. Additionally, I’m about 60 miles from Eagle Mountain, the highest point in 
Minnesota at 2,301 feet above sea level. Interestingly, Eagle Mountain is only 15 miles from 
Minnesota’s lowest point, Lake Superior, at 600 feet above sea level. 
A more in-depth view into this stick’s seemingly static lifespan assists in orienting 
me to the immediate place I stand. It has drawn a connective line between the limb that it 
fell from and the rest of the planet that it will now perpetually circumnavigate. I am pulled 
further and further away from my campsite. If I’m lucky, someone will gather up this stick 
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on the other side of the Earth and take a moment to daydream about this complex, 
interdependent relationship that extends far beyond the frame of the window. 
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THE REASONS/HISTORY 
 
In the years leading up to the beginning of graduate school in the fall of 2014, I was 
very interested in the constant surveillance and visual analysis of the landscape 
immediately surrounding me. At that time, my locality was predominantly the city of 
Chicago. I looked outward and brought the constant activity and sense of the colonial and 
industrial history outside of my studio door into the studio with me on a daily basis. Before 
Chicago, that place was the open prairies of West Central Minnesota where I grew up. 
Those same principles applied and, in all likelihood, developed here: look outside of the 
studio and bring those thoughts and ideas back in to discover the creative potential in the 
space where those two places meet. In thinking about it this way, the studio exists solely as 
an architecturally built space with white walls, totally isolated from the world around it. It 
becomes a completely separate vessel for thought and creation. The studio could be 
anywhere, yet it still looks the same, feels the same, and even smells the same.  
Over the past couple years, I have come to understand that a great deal of misguided 
output is the result of ignoring the world outside of those walls. Early on in my graduate 
research, my approach became very inward-looking. It was contained almost completely 
within those studio boundaries. The work existed centripetally. In her essay “​Grids” ​from 
1979, Rosalind Krauss argues how a grid, or in my case the physical frame of the artwork, 
dictates the reading of a work of art centripetally or centrifugally. She explained: 
“The centripetal one works, naturally enough, from the outer limits of the aesthetic 
object inward. The grid is, in relation to ​this​ reading a ​re-​presentation of everything 
that separates the work of art from the world, from ambient space and from other 
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objects. The grid is an introjection of the boundaries of the world into the interior of 
the work; it is a mapping of the space inside the frame onto itself. It is a mode of 
repetition, the content of which is the conventional nature of art itself.” (Krauss) 
 
Indeed, it felt awkward and unnatural for me to work in this way. My work looked at 
itself for inspiration, pulling threads from existent studio work. The surfaces were 
connected through their materiality and the processes used in their creation. Quantitatively 
speaking, I made a lot of work during this time, but each one seemed to hit a dead end. I 
had a hard time remaining excited about coming to the studio every day. 
Additionally, the approach to my studio practice was, and in some ways still is, a 
result of my obsessive tendencies towards perfection and the tedious particularities of 
daily life. Although these tendencies can be utilized as assets under the right circumstances, 
I have gained the perspective where I, more often than not, see them as triggers that can 
affect the potential of how I’m able to live my life. By extension, it overflows into having an 
effect on my approach to a studio practice. When totally immersed within the tunnel 
vision-like confines of the studio bubble, I was enabled to lean towards the aforementioned 
tendencies. The studio acted as a safe zone that was far too comfortable and removed from 
outside influence. The tools and materials inside of my studio were just waiting for me pick 
them up and proceed to methodically apply them to a surface, only thinking about the ​art 
supplies that I had in front of me. The work was predictable. When the day was over, the 
finished… “product” we’ll call it, always seemed overworked. Even when I would come to 
the realization that something had reached the threshold of being overworked and dead, I 
still found myself doing it time and time again. When I’m relying on a studio practice as 
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such, I’m not even thinking about how to control myself from the impulses that lead me to 
those points of frustration and failure. I thought that the solution was to just make more 
work. Eventually, I had some moments of realization. I came to find out that the dead end 
was my studio door. 
The question became, do I want the work to be structured as an autonomous whole 
in itself, or is what I want to see in a particular work of art merely a section of an implied 
continuity? In an attempt to remedy and restrain some of these aforementioned tendencies, 
I started to research and experiment with materials and processes that had the capability 
of “making themselves” once the required conditions were in place. Having substantial 
experience with screen printing, which requires darkroom processes as part of its 
production, I was aware of the exciting and unpredictable potential in photo-sensitive 
chemical reactions with light. I discovered a photographic process that was invented in 
1842 called Cyanotype. Cyanotype produces a distinctive, insoluble prussian blue dye (or 
cyan) colored print. It was originally developed as a simple and low-cost process of 
reproducing notes, diagrams, and drawings. This is why we call our architectural drawings 
“blueprints” today, even though they’re no longer made with the Cyanotype process. The 
solution is mixed from a combination of two readily available compounds, ferric 
ammonium citrate and potassium ferricyanide, and can be exposed using any source of 
ultraviolet light, the most readily available one being the Sun. The photosensitive solution 
can be applied to any surface capable of soaking up the solution, meaning that I could use 
any type of natural-fiber fabric. Before I even had the chemicals on hand, I was already 
anticipating the amazing capabilities of Cyanotype as a way to harness the naturally 
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unpredictable levels of light and atmospheric conditions ​outside ​of my studio walls. I did 
my research, ordered the chemicals, and began my initial experimentations. 
I worked through the basic principles of how the process worked, mixed gallon 
upon gallon of Cyanotype solution, and tested on 20-plus different fabrics using both 
natural sunlight and artificial UV lights as sources of exposure. Once I narrowed in on a 
chemical to water ratio that I preferred and a fabric surface that worked well as its 
counterpart, I began to set the rules of how I would engage with the process. Not 
coincidentally, I was digging deeper into the rule-based conceptual work of Sol Lewitt at 
the time. 
By following the set of instructions that are a part of the work’s title, anyone, in 
theory, can execute a Sol Lewitt wall drawing. Teams of hired assistants are deployed as 
needed to install his works in public and private venues. In carrying out the instructions 
supplied by the artist, those who draw act as impersonal agents: irrespective of whether 
ruled or freehand, regular or irregular, their lines never become expressive marks. In 
Lewitt’s practice, ideas are authored, but realizations never signed. Listed on the wall label 
accompanying any individual work, however, are the names of all who contributed to its 
making. On occasion, randomness may be integrated into a composition, for the work’s 
preset system of instructions will always be articulated in terms that preclude any 
undermining of its integrity. According to draftsmen who have worked on some of the 
more monumental, architecturally scaled examples, the rules articulating the work will 
often inflect the process of making it with a kind of tedium, an almost automatic behavior. 
(Cooke) 
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 Sol Lewitt, ​Wall Drawing 87: ​A square divided horizontally and vertically into four equal parts, each                
with lines and colors in four directions superimposed progressively. ​1971 
 
 
The instructions for ​Wall Drawing 123: Copied Lines ​(below) read as follows: “The             
first draftsman draws a not straight vertical line as long as possible. The second draftsman               
draws a line next to the first one, trying to copy it. The third draftsman does the same, as do                    
as many draftsmen as possible. Then the first draftsman followed by the others, copies the               
last line drawn until both ends of the wall are reached.” The varying heights of the resulting                 
lines reflect the reach of the different assistants; the quirky inflections from the strictly              
vertical reflect the difficulties of making a continuous gesture from as high as one can reach                
down as far as possible, in effect, to the floor. Deviations are compounded, as participants               
attempt to mirror the lineaments of their predecessors’ trajectories, while maintaining an            
uninterrupted flow from their particular line’s zenith to its terminus at the base of the wall.                
As one after another member of the group takes a turn adding to the evolving form, the                 
uppermost points in the cluster of repeating lines limn a meandering, wavelike profile. This              
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rhythmic form, a record of the repeating segue of shorter and taller contributors, at once               
structures and unifies the composition. (Cooke) 
 
 
 
Sol Lewitt, ​Wall Drawing 123: Copied Lines: The first draftsman draws a not straight vertical line as 
long as possible. The second draftsman draws a line next to the first one, trying to copy it. The third 
draftsman does the same, as do as many draftsmen as possible. Then the first draftsman, followed by 
the others, copies the last line drawn until both ends of the wall are reached. ​1972 
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THE PROCESS/RULES/MATERIALS 
 
 
The chemical properties of the Cyanotype process and its potential to harness the 
sun as a means of exposure have provided me with an exciting opportunity to collaborate 
with the natural world and varying geographical locations. Notice that I use the word 
“collaborate” here. My role is that of the rule-maker, material-prepper/finisher, and 
thinker. The chemicals, the sun, and the ever-changing atmospheric and weather 
conditions have their own work to do. Like Lewitt, I have established a set of parameters 
that MUST be followed on each and every day of exposures to guide the process. Within this 
system, I’m no longer completely in charge of the outcome of the work. I’m forced to sit 
back and let the work go, regardless of conditions or circumstance. I’m at the mercy of the 
weather while the clock dictates my time. There’s a relieving sense of freedom that exists 
within that space of vulnerability and chance. These rules have provided me with a 
self-imposed barrier of restraint from over-involving myself in the creation of the work: 
 
1.) Use predetermined off-white canvas, wash and machine dry high to pre-shrink. 
2.) Stretch off-white canvas over 15x20 inch wooden frame.  
Note: The wooden frame must have a 45 degree outward-facing inner bevel that 
functions in providing additional facets for capturing varying angles of sun 
absorption. 
3.) Mix predetermined ratio of Cyanotype liquid solution. 
4.) Sensitize the stretched canvasses with Cyanotype solution as evenly as possible. 
5.) Pick a destination for exposure. This can be anywhere, as long it is outdoors. 
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6.) The sun must be the source of ultraviolet light for exposure. 
7.) Point the face of the sensitized canvas true North, at a 45 degree angle to the surface 
of the Earth. 
Note: The 45th parallel (or 45 degrees North) is the line of latitude that runs directly 
between the equator and the North Pole. Minneapolis, Minnesota is the largest city 
in North America to be located right on the 45th parallel. Additionally, The North 
Star (Polaris) has been used as a navigational tool for centuries. It holds practically 
still in our Northern sky because it’s located nearly at the North celestial pole, the 
point around which the entire sky turns in the Northern Hemisphere. If you go as far 
North as the North Pole (90 degrees North), you’ll find Polaris directly overhead. If 
you go as far South as the Equator (zero degrees), it sinks to the horizon (McClure). 
In other words, along the 45th parallel the North Star is located about exactly at a 45 
degree angle to the surface of the Earth in the Northern sky. 
8.) Expose the sensitized canvas to the sun for one hour, at four equally dispersed times 
per day between sunrise and sunset. Here is an exposure chart from my journey to 
Sherburne National Wildlife Refuge on October 12, 2016: 
Exposure #1: 7:27 AM (sunrise) - 8:27 AM 
Exposure #2: 10:49 AM - 11:49 AM 
Exposure #3: 2:11 PM - 3:11 PM 
Exposure #4: 5:33 PM - 6:33 PM (sunset) 
 
Note: Because the sun rises in the East and sets in the West, facing the canvas North 
also ensures that the sun is more or less overhead at all times during the exposures. 
9.) Develop the exposures with water while still attached to the wooden frame, allow to 
dry, and then remove from the frame. 
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10.) Connect the four separate exposures in a grid using the following format: 
 
 
 
 
 
 
 
 
 
 
 
 
 
13 
ON GRIDS 
 
 
I use the framework of a grid when re-assembling and stitching together the four 
equally sized, rectangular cyanotype samples taken from any given day. Because my 
physical location while making the work is an important aspect of its overall concept, I see 
the grid as a way of mapping the world onto the surface of the picture. This is similar to the 
way lines of longitude and latitude help us to locate ourselves on the surface of the earth. 
To map a precise, official location of a parcel of land in most of the United States, we use the 
Public Land Survey System created by the US Bureau of Land Management. All lands in the 
public domain are subject to subdivision by this rectangular system of surveys. ​A legal land 
description of a section (the most local land division at one square mile, or 640 acres) 
includes the State, Principal Meridian name, Township and Range designations with 
directions, and the section number. Sections can be further subdivided into quarter 
sections, quarter-quarter sections, or irregular government lots.​ See example below: 
 
 
Source: The Public Land Survey System, U.S. Geological Survey 
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The grid in my pictures can also be read as lines of perspective. In the early stages of 
learning how to draw and paint from real life as a young artist, the perspective lattice is 
inscribed on the depicted world as the armature of its organization. Perspective is the 
science of the real, as a demonstration of the way reality and its representation could be 
mapped onto one another, the way the painted image and its real-world referent do in fact 
relate to one another. It is used as a consistent, standardized means of imitating the real. 
My grid system also affects the way we experience the varying saturations of color 
in the pictures. By lining them up directly next to the other samples, we can more easily 
detect the varying weather conditions and ultraviolet light that existed at a certain time of 
day. This is because color is always involved in interaction (described in theories of color 
relativity) where one color reads onto and affects its neighbor. 
The grid also appears in the form of windows for many viewers of the work. The 
sewn seams act like mullions, the bars between the panes of glass in a window. If we step 
beyond the romantic and symbolic use of the window throughout art history, the window 
can be experienced as something that is simultaneously transparent and opaque. As a 
transparent substance, the window admits light into the darkness of a room. At the same 
time, a window reflects light so that it can be experienced as a mirror, something that 
freezes and locks the self into the space of its own reduplicated being (Krauss). In my work, 
the “window” literally functions as a matrix which absorbs the crystallization of the 
atmospheric conditions of Earth, while at the same time serving as a form of mirror to the 
sun, materializing its ultraviolet light on its surface. 
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Finally, as briefly mentioned earlier, a grid can influence the centrifugal or 
centripetal existence of a work of art. In contrast to my former artistic practice that I 
previously described, I have frequently found myself looking outside of my studio walls, 
centrifugally. In this sense, the grid extends in all directions to infinity:  
“Any boundaries imposed upon it by a given painting or sculpture can only be seen - 
according to this logic - as arbitrary. By virtue of the grid, the given work of art is 
presented as a mere fragment, a tiny piece arbitrarily cropped from an infinitely 
larger fabric. Thus the grid operates from the work of art outward, compelling our 
acknowledgement of a world beyond the frame.” (Krauss) 
A centrifugal reading enforces a sense of fragmentation, as though we were looking 
at a landscape through a window, the frame of the window obstructing our view, but never 
shaking our certainty that the landscape continues beyond the limits of what we can see 
from that particular perspective. There is an implied continuity of the work of art with the 
world. It orders and organizes aspects of reality. The beyond-the-frame approach 
addresses the world, its structure, and the operations of science. 
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ON PRESENTING THE UNREPRESENTABLE EARTH 
 
 
In “​The Ethics of Earth Art”, ​Amanda Boetzkes explained how Earth Artists of the 
1960s and 1970s initiated an interrogation of how the elusive presence of nature 
problematizes the drive to represent. Shadowing their pioneering concepts, I share in their 
stance that art has a role to play in critiquing the ways in which we frame nature through 
representation as well as through science and technology. Although I seek to reveal an 
essence of the Earth, I acknowledge that nature exceeds the scope of human knowledge and 
systems of representation. I employ a photographic process as an aesthetic strategy to 
make nature visible in terms of its spontaneous changes, its temporality, and the intangible 
qualities that constitute the environments in which we live. My materials mediate contact 
with elemental forces and trace an encounter with natural phenomena such as sunlight, 
changing weather patterns, time of day, and geographical location. These processes assist 
me in creating a visual log of the transient natural conditions of a site. Through the 
withdrawal from representation, I’m looking to establish the necessary conditions for the 
Earth to appear as the irreducible form that it is. This provides the potential for the surface 
of the work to deliver a sense of the Earth at the point where it exceeds our field of 
perception. Since nature cannot be contained within, or reproduced as, an artwork, it 
becomes a temporal sensation that lies outside the limits of representational form. The 
Earth’s defiance of a total comprehension continually reveals the limits of the human 
world, as well as the point at which natural activity exceeds those limits. (Boetzkes) 
My artwork resists delivering nature as a thematic image (such as a landscape 
painting), or a tangible object (such as a specimen in a natural history museum). Instead, 
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I’m interested in exploring the aesthetic dimensions of natural phenomena. The concept of 
“studio” has become synonymous with “earth”, “nature”, “campsite”, and “blizzard”. I 
recognize that an artistic practice which frames an encounter with nature as a principal 
aspect of the work can be misunderstood as idyllic. In contrast to a Western landscape 
painting, for example, which idealizes wilderness as radically separate from the human 
world and attempts to mask our presence, I’m aiming to explore the point of contact 
between the human body and the Earth. Although nature plays a large role in creating the 
work, my anthropomorphic intervention at the site is equally critical. I formulate a finished 
artwork out of a day’s collection of photographic samples that are ​suggestive​ of a complete 
aesthetic experience of nature, but it nevertheless fails to deliver the sensual fullness of the 
site. I position the work as a receptive surface that lends a substantial amount of control to 
transient natural conditions. This surface articulates a withdrawal from representation and 
exposes the fundamental disparities between the human world and the Earth. The tangible 
artwork exists at the threshold where the sensations of a site exceed the limits of 
perception. In making contact with natural phenomena, the photographs offer themselves 
as a medium on which the Earth proves its irreducibility to human signification. (Boetzkes) 
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ADDITIONAL ARTISTIC REFERENCES 
 
In addition to a conceptual affinity for Earth Art’s challenges at the limits of 
representability, my practice resonates with artists such as Jason Dodge. In many of 
Dodge’s artworks, the object in the gallery space acts as both a trace and a signal, directing 
viewers outside the museum’s walls and leading them to distant places. Drawing a 
connective line between sites, Dodge asked friends in eight locations around the world to 
expose a sheet of undeveloped photographic paper to light by holding it toward the sunrise 
on the vernal equinox in 2006. As if carving up the earth to reconnect the pieces of a map, 
these photographs cryptically inscribe the specificity of time and space into the mute 
surface of their paper. 
The only evidence of this shared experience is the darkened surface of the 
photographic paper itself, whose chemical reaction makes individualized representation all 
but impossible. Neither image nor object, these photographs act instead as stills from some 
geographically expanded film, filling the space between them with the connective tissue of 
a shared story that expands far beyond the frame of the white cube. (Eleey 6) 
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Jason Dodge. ​Into Black (detail). ​2006 
 
 
In contrast, Claude ​Monet used representational oil painting to explore the same 
subject repeatedly in what are known today as his series paintings: grainstacks, poplar 
trees and other subjects. Many of the subjects were found in places where he traveled. A 
2016 exhibition at the Minneapolis Institute of Arts called ​Seeing Nature,​ presented a 
chance for me to personally view some of the paintings from his Waterloo Bridge, London 
series. Some of the titles in this series include: ​Waterloo Bridge, Overcast Weather; Waterloo 
Bridge, Gray Weather; Waterloo Bridge, Sunlight Effect. ​These landscapes show the same 
subject under varying weather conditions and times of day. “Monet returned to London 
several times over the years to paint the Waterloo Bridge from the same hotel room 
overlooking it. He sought to capture the ever-changing atmospheric conditions.” 
(Minneapolis Institute of Arts) 
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Claude Monet. ​Waterloo Bridge (Overcast Weather). ​1899 
 
 
Claude Monet. ​Waterloo Bridge (Gray Weather). ​1900 
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Claude Monet. ​Waterloo Bridge (Sunlight Effect). ​1903 
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ON INTERCONNECTEDNESS/BEYOND THE FRAME 
 
 
Whether it was Cormac McCarthy’s glimpse into a young cowboy’s life, a burning 
stick’s journey to the Arctic Ocean, my application of the centrifugal grid, or the 
impossibility to fully explain the irreducible Earth, I hope to leave you, as readers and 
viewers, with a sense of interconnectedness. Although my artwork is bound to a geographic 
site, the mere fact of its locatedness is not my core concern. In fact, the site itself can at 
times distract from the central role that natural activity plays in creating the work. The 
ambition is not just to translate a local knowledge of place into an artwork that claims to 
speak universally about nature, but rather to mediate a visceral contact with nature in 
order to suggest a way of interacting with it (Boetzkes). I position my work not merely as a 
point of entry into discussions about art; abstraction, photography, painting, Minimalism, 
etc., but also as something that is receptive to issues regarding conservation, wildland 
shrinkage, ecology, sustainability, global warming, and biodiversity. In a best case scenario, 
it would serve as a visual platform for interaction among scientists, hunters, vegetarians, 
conservationists, ecologists, energy researchers, oil executives, and artists alike. In the end, 
the Earth is the basis from which we all experience places, each other, and natural 
phenomena. My cyanotypes suggest more than they show and expose our inability to 
absorb all natural activity into our perceptual field. Human visual perception may inform 
how one sees the world, but this is not to suggest that what one sees is all there is. 
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Minneapolis, Minnesota 55418                       mike@mjohnsonarts.com 
           www.mjohnsonarts.com 
EDUCATION  
 
2017 MFA in Studio Art, University of Minnesota, Minneapolis 
2010 BA Cum Laude in Studio Art, Art History minor, Gustavus Adolphus College, Saint Peter, Minnesota 
2010 Arts and performance field research and study, London, England (winter semester) 
2008 Cultural and political study of the United Kingdom; England, Ireland and Northern Ireland (winter semester) 
 
RELATED EXPERIENCE 
 
2014-2017 Teaching Assistant in Printmaking, Painting, and Sculpture courses, University of Minnesota 
* Instructed beginning, intermediate, and advanced students in both utilitarian and experimental techniques 
while equipping them with the oral skills imperative to professional criticism and practice. 
 
2015-2016 Department of Art Faculty Fellowship, University of Minnesota, Minneapolis 
* Received funding and support during the academic year to research, experiment with, and promote the 
utilization of the wide array of digital tools available to students and faculty in the digital fabrication labs. 
* Gained experience with the laser cutter, CNC router, vinyl cutter, and sonic welder amongst many other 
tools. 
 
2012-2013 Screenprinting Instructor​, ​The Feather Loft, Chicago, Illinois 
* Taught students all technical steps in creating a screenprint from initial concept to finished piece. 
* Discussed the history of the various artistic and production-based applications of the process. 
* Encouraged experimental techniques and approaches to the medium. 
 
2011 Working Co-op Member/Shop Assistant, Highpoint Center for Printmaking, Minneapolis, Minnesota 
* Maintained the functional integrity and cleanliness of the shop by completing duties while gaining strict 
access to the printmaking equipment and facilities. 
 
2010-2011 Studio Assistant,​ ​Highpoint Center for Printmaking, Minneapolis, Minnesota 
* Worked with the Artistic Director/Master Printer, Assistant Printer, and Studio Manager in preparing and 
executing projects in all areas of studio operation 
 
2009-2010 Teaching Assistant in Printmaking, Gustavus Adolphus College, St. Peter, Minnesota 
* Instructed beginning and intermediate students in printmaking techniques 
* Assisted with print studio operations 
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EXHIBITIONS 
 
2017 Some Assembly Required, ​Nash Gallery, Minneapolis, Minnesota 
2017 Natural History, ​The Porch Gallery, Minneapolis, Minnesota 
2017 Lost in the woods, ​Winona Arts Center, Winona, Minnesota 
2016 Fun, ​Regis West Gallery, Minneapolis, Minnesota 
2012 Groundhog Day, ​Anchor & Eve, Chicago, Illinois 
2011 Printapolis, ​Stevens Square Center for the Arts, Minneapolis, Minnesota 
2011 Threshold, ​Highpoint Center for Printmaking, Minneapolis, Minnesota 
2011 Hot off the Press, ​Highpoint Center for Printmaking, Minneapolis, Minnesota 
2011 Prints on Ice, ​Highpoint Center for Printmaking, Minneapolis, Minnesota 
2010 Atypical 9 to 5, ​Hillstrom Museum of Art, Saint Peter, Minnesota 
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ARTIST STATEMENT 
 
 
On a winter’s night in that first year he woke to hear wolves in the low hills to the west 
of the house and he knew that they would be coming out onto the plain in the new snow to run 
the antelope in the moonlight. He pulled his breeches off the footboard of the bed and got his 
shirt and his blanketlined duckingcoat and got his boots from under the bed and went out to 
the kitchen and dressed in the dark by the faint warmth of the stove and held the boots to the 
windowlight to pair them left and right and pulled them on and rose and went to the kitchen 
door and stepped out and closed the door behind him. 
  
      Cormac McCarthy, ​The Crossing ​(1994) 
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